Introduction
This study began with my curiosity about the role of informa tion in the creative work of artists. I brought to my research the assumptions that artists are professionals, and that their work is creative; I also brought the high value that I place on artists' work and on creativity. My hypothesis was that artists may differ some how in their information needs and uses from other professionals, such as physicians, engineers, and lawyers. I wanted to under stand whether and how the nature of artists' work might influence the way they seek information, and the kinds of information they seek. As I began to explore the literature, my curiosity was thwart ed first by the limited amount of research within the library and information science (LIS) field about artists or other creative work ers, and second by the nature of the research available. My hypothesis evolved into a critical one about the nature of the research in the field. I quickly came to believe that the informa tion-seeking behavior studies were rife with unidentified assumptions which distorted their results. Therefore, my research followed two streams: the first, to find out what has been done in the LIS field and try to come to grips with why I find the existing research so unsatisfactory; and second, to find out through a case study what an artist's information needs and sources in relation to her work actually are.
Critical Literature Review
As I mentioned, there is very little research about artists in the library and information science field. In her key 1996 study "The Information-Seeking Behavior of Artists: Exploratory Interviews,"1 Susie Cobbledick demonstrates this and attempts to begin to fill the gap. According to her 1995 statistics, there were 921,000 professional artists in the United States. According to 1996 Canadian statistics, there were 73,105 creative and per forming artists in Canada, with an additional 73,530 creative designers and craftspersons. 2 Cobbledick makes the point that there are likely many more artists who go uncounted because they make their living by other means. As she says, "If only because of their sheer numbers, artists deserve the attention of information professionals; yet their information needs have been neglected..."3 Donald Case and others confirm this lack of research about artists,4 and my own survey of the literature did not prove otherwise.
Assumptions and Biases
There is more research about art historians than artists, perhaps in part because, as academics, art historians are more easily accessible to the LIS scholars and academic librarians who might engage in this type of research. There is often a con venience bias in the research, with informants being selected from the pool of library-using teachers, students, and academ ics who are all easily available to the researchers, who invariably have an academic and / or library affiliation. There were six studies of artists that I could find (Cobbledick, 1996; Layne, 1994; Stam, 1995; VanZijl, 2001; Frank, 1999; Oddos, 1998 The fact that the research tends to be done with informants who are conveniently situated in the academic world and who are library users was just one of the biases and assumptions that were revealed to me in my survey of the literature. The scope of the research about artists was narrowed to their information seeking within libraries only. The assumption of these researchers is that the library is the primary place where artists do (or should) seek information. There is also a tacit assumption that there is a correct way to use libraries, and a strong thread of belief that artists deviate from this correct usage. They are there fore considered to be inadequate and inefficient library users, usually chararacterized as browsers: "Artists may not start out knowing exactly what image they need; they will want to be able to browse among many images..."5 "Although they are infrequent users of the library, when these patrons do come, they often like to browse the collection for ideas."6 Other art librarians report that: provide the kind of reasoned information on their needs and use that translates directly into improved service."12 Experience working with artists, as well as empathy for them and their work, may indeed give art librarians a good sense of artists' information use and needs in the library, but as Stam herself states, it is still an indirect approach. If we really want to know about artists, shouldn't we ask the artists themselves?
Furthermore, it has been observed that the main users of art libraries are not studio artists, but art historians, professors, and academics (Jones, 1986; Collins, 2003; Oddos, 1998; Rose, 2002) . "The information needs of artists are too diverse to be addressed solely within the confines of art librarianship."13 So perhaps art librarians still have much to learn about the ways of artists.
Perceptions such as the following prevail: "Artists may also want to browse among images at random, seeking for serendip itous inspiration."14 "Thoroughness is not characteristic of their approach in the way that it is in other scholarly endeavors.
Artists are compulsive browsers. They need to 'paw through' materials."15 It is widely agreed that artists like to browse, yet browsing is consistently mentioned as if it were a flawed infor mation-seeking technique, and an inadequacy on the part of the artists.
Methodology and Discourse
The nature of the questions asked of the artists limits the answers they can provide. Survey questions in particular limit the range of possible answers. Closed question surveys such as the one used in Carol Van Zijl's study16 shape the range of possi ble answers into a narrow stream that cannot extend beyond the researcher's experience or imagination. This may be useful in some instances, for very specific purposes, but it does not allow for any understanding of the depth, complexity, and idiosyn crasy of human behavior. "The survey method ... has proved to be very popular, and when properly used is capable of produc ing path-breaking contributions. But it is not always appropriate in all library or information-use situations, and it is disturbing to see it being imposed indiscriminately on situations that can be better studied using other methodologies."17 Cobbledick, who did some interesting research in her in-depth artist interviews, only conducted the interviews in an effort to design a survey instrument for artists. While her survey is a vast improvement on the typical user questionnaire, it is still laden with librarianly and objectivist assumptions. Her survey is designed around the concept of information as thing, or at least as something obtained from things, and a large proportion of the "thingly" information fulfillers that she includes in her survey questions are the province of the library (i.e., journals, catalogs, books, slides, films). John Budd traces the intellectual history of LIS in his book Knowledge and Knowing in Library and Information Science and points out how strongly biased the field is toward the scientis tic/ objectivist viewpoint. We came by this viewpoint honorably, along with Descartes and most of the rest of Western civilization; however, we do seem more tenacious than others in holding on to it. It is characterized by the treatment of things as quantifiable, decontextualized objects of study, whether they are people, books, or behaviors. "Of course LIS practice does not consist entirely of objectified reductions, but objectification is too com mon to ignore."18 When a survey is designed using objectivist categories and language, informants have little choice but to fit their needs and behavior into the available categories, whether they are accurate representations or not.
Questions asked from a library-centered perspective may solicit answers about library use, but the seeking and use of information among artists, other professionals, and indeed most people, goes far beyond the library. These studies demonstrate the limitations that Brenda Dervin has identified in disciplinary discourse communities. As she says, "we work within insular discourse communities." 19 understanding as to whether such services would actually meet the real-life need of daily practice."23 This may also explain why the studies tend to be concentrated on higher income profes sions. User studies are motivated not by intellectual curiosity about human behavior and meaning, but by a desire to better serve library users in concrete terms, which can be a slippery slope into a desire to push information products. The studies, with their aim of quantifying information needs and objectifying them into something that libraries can fulfill, are motivated by the perhaps unspoken desire to move product: to increase usage of services, books, periodicals, and databases, thereby justifying the expense of libraries to increasingly corporate-minded organi zations and boards. This represents a serious misstep both in libraries as institutions for the public good and in LIS research.
Praxis
Budd makes the connection between LIS discourse on customer service and the commodification of information: As a commodity, information's value is diminished to its exchange value. Its potential, its use value, its value as a social good, all are subordinated to the concept of exchange value. The praxis to which libraries have traditionally adhered has been informed by an ethical stance in favor of free and equal access to information. "The nature of professional practice implies judg ments of obligation that lead to actions based on principles of equal access to information, balance in library collections, and mediation between information seekers and content."25 Without making a conscious or explicit decision to change the ethics that traditionally inform library practice, the profession seems to be increasingly infiltrated by creeping commodification. Capitalist values are, of course, pervasive in this society, and it is only nat ural that information providers who both serve and are part of the society should begin to shape their practice in accordance with them. However, my point is that it is very important to be aware of such a shift in praxis. It is important to consciously choose the ethics/values/theories that inform practice.
Changing ethical and theoretical ground should be explicitly acknowledged rather then left unspoken and unchallenged; this, I believe, is the work of academics as well as other researchers and information providers. "We must continually remind our selves that LIS has a social meaning as well as a technical application."26 I have to agree with Budd that a praxis approach to research and practice is what is required. "What is needed in LIS is much more attention given over to the meanings that, first of all, inhere in the things we do and the things we say and, next, are to be sought and found by us ... At the heart of a discussion about meaning is a genuine acceptance of reflexive practice, of a consciously interpretive and intentional approach to praxis."27
My intention was to begin research from a slightly different set of assumptions than those that I found in the literature. I have little interest in the objectivist stance, or in subject/object hierar chy, and even less in attempting to reify and quantify human experience and meaning.
In the creation of understanding, we are always engaged in the hermeneutic task?interpretation? whether we acknowledge it or not. As an interpretive framework,
Hans-Georg
Gadamer's hermeneutic circle makes sense to me because it is contextualized, historicized, iterative and dynamic. The circle cuts through dualistic thinking. "It is neither subjective nor objective, but describes understanding as the interplay of the movement of tradition and the movement of the interpreter."28 It insists that we acknowledge our prejudice, our historicity, and it resists stasis and objectification. Most important, it is about ques tioning: questioning one's own foreknowledge, "prejudice" and contextual position, but also interrogating outward in order to develop understanding and meaning. My own bias, as may be clear, is a preference that informants speak in their own words about their processes and what is important and meaningful to them. I prefer to let the information gathered, the "data," speak for itself rather than shaping it with 
Artist Interview
As exploratory and preliminary research, I decided to do an in-depth interview with a practicing professional artist. The case study is limited, of course, in that it is unique and cannot be gen eralized. However, the strengths of an interview in ethnographic depth and in its contextualized, narrative-based and dialogic nature at least partially make up for these limitations.
Information behavior is highly subjective and idiosyncratic, and to portray it otherwise is to falsify it to some degree. "It must be remembered that the information search is a highly personal one mentation and dissemination of her art, and the business side of it, because she does not give these things the same weight of importance and meaning as the work of creating pieces of art. All of these kinds of information that she considers secondary are only present in the data because I insisted on asking about them. I have known the artist for several years, and I am very famil iar with her work. I have even, at times, shared studio space with her, and worked alongside her. Because of this foreknowledge, I am at a perceived advantage in interpreting her words and pro viding background information that fills the gaps in the interview.
The artist was at a one-month residency in the foothills of the Rocky Mountains where I reached her by telephone. The tape-recorded interview lasted for forty-five minutes, with two follow-up phone calls that were not recorded. Establishing rap port was not an issue because we know each other quite well. She was more than willing to talk about her work and her cre ative process. After the interviews were complete, I selectively transcribed them. I let the transcript sit for while, then went back to it and read it carefully several times. During the readings I did a rudimentary coding of the work, watching for the main themes that the artist brought up, and for repeated words, phrases, and ideas. I checked back with the artist to see whether my reading made sense to her, and it did. The main themes that emerged about what informs her work were: To summarize briefly, the natural environment, particularly remote and wild places, is the main source of information for her work.
She gathers sensory information from the environment? the colors, textures, smells, sounds, temperature, a sense of space and light, the view of a landscape?and directly or indirectly uses this information in the creation of her abstract paintings.
She thinks of her work as "visual poems" that reflect the experi ence of being in a certain physical location. The landscape provides her with inspiration and ideas, but also in very concrete terms with colors and visual patterns that she translates directly into her work.
The work of art in process is the other most important source of information to this artist. The sensory information that she receives from the work in progress, and her interaction with the materials she uses?paper, oil sticks, various mark-making instruments such as brushes, sticks, and so on?tell her all she needs to know in order to progress with a piece. She ascribes the emerging work of art agency, autonomy, and almost its own voice, perceiving it as something coming to life that is in active communication with her. This dialogue or collaboration with the work is her main source of information The artist perceives her work to be about and derived from relationships. She develops a relationship with the piece she is working on, which is a manifestation of her relationship with the materials, colors, and sensory data that go into its creation. The work is an abstract representation of her relationship with the world, and especially with the natural landscape. It also has its own internal relationships of color and form, which emerge from her communication with the piece during the creation process.
Once completed, the work moves into its own autonomous rela tionship with the world. Furthermore, her relationships with other artists, living and dead, feed her work in different ways. These include the inspiration of reading the writings or viewing the work of famous artists, and the technical assistance and advice about galleries she receives from artist friends. Her work is both about and informed by relationship in many senses of the word.
Although the artist seeks and receives much information from outside sources such as the environment and relationships, she privileges self-inquiry. Her communication with her work in process is, to some degree, an externalization of her own inner inquiry. She has come to believe that what is important to know does not come from outer, authoritative sources, but from pay ing attention to her own experience and her own internal processes. "I think the common understanding of information is that it is something you get from somebody else. But we get information from ourselves, and I think we tend to overlook that kind of information, and we don't give it as much precedence as the information we get from others."35 Recognizing herself as the most important generator of knowledge, the artist's consistent self-inquiry has resulted, among other things, in the creation of two of the key objects that she uses in her work: her sketchbook (in which she sketches, keeps notes, and writes) and her color strips (visual records of the colors she uses and creates). 
Discussion
Interestingly, I discovered that this piece of research support ed a lot of Case's conclusions, especially: "Information seeking is a dynamic process"; and "Information seeking is not always about a 'problem' or 'problematic situation.' Some information related behavior is truly creative in its origins."36 I recognized after the interview that I had developed a conception of informa tion-seeking as a kind of problem-resolution or gap-filling activity. I had assumed information-seeking was an action moti vated by a perceived need, by a lack, rather than a creative process motivated by curiosity, pleasure, or sensory feedback. In spite of my best intentions, I walked into the interview with the scholarly category of "information need" reified in my mind by the reading I had done in the field. Furthermore, in spite of my recognition of the complexity of human behavior, on some level I really wanted the "information need" to be simple, identifiable and resolvable, so that I could point it out and discuss it easily.
My problem-orientation came from two sides: the lack-motivated need assumed by information-seeking research, and the problem creation that Getzels proposes is central to creative work: As it turned out, the artist perceives and portrays her work in neither of these ways, but rather more along the lines of how Case describes creativity in relation to problem orientation: "Creativity springs from the ability to abandon, at least tem porarily, the problem orientation of the reactive-responsive mindset."38 She does not conceive of her work or her creative process in terms of problem, neither as problem-creation, nor as a lack that is fulfilled. Rather, it is a dynamic process of percep tion and expression, a dialogue with the world and her materials. To her it is very joyful. The only time she talks about her work as problematic is when a piece is nearing completion, and she cannot quite get it right, or she experiences some uncer tainty about it. Her work is a problem to her only when it is nearly done, or done, and it does not work. I, as the observer, can identify problems and needs that she has, such as the need to find good brushes, the need to have high quality slides made, and the problems of gaining recognition and financial remuner ation, which are partially solved by the need to find out about granting agencies, residencies, and galleries. But this is my per spective, my language, not hers. To her, her work (both in process and in completed form) "...feels very peaceful to me. It feels like to me it has some joy in it, some celebration of joy and peace, because I'm at peace when I'm able to do work..."39
The phrase "information-seeking" somehow oversimplifies the creative process, reducing it to a technical problem. The term does move away from the objectified, thingly nature of "information" alone without its accompanying action/process oriented "seeking," but not quite far enough away. It is still contaminated by the disconnected coldness of the word informa tion. The artist did not like the word: "Information sounds too technical."40 To her the word implies stasis and external authori ty. This is contradictory to her creative process which is highly personal, self-reflexive, and characterized by process and senso ry feedback. She perceives the process of finding out what she needs to in order to do her work as moving, relational, organic, dialogic and iterative. Interestingly, and quite unexpectedly, her description of her creative process echoes my earlier description of the hermeneutic circle. This indicates to me that it is an apt metaphor for framing research about creative work. While there is always a problem with having to set limits and define terms in order to study any phenomena, I think "information-seeking" is less than an ideal concept to use in the investigation of what informs an artist's cre ative work. Her processes are fluid, interrelational, dynamic, and creative; they rely on the action of creating understanding, rather than finding pre-existing information. In order to understand this phenomenon, it is more appropriate to engage with it from the hermeneutic standpoint, which is closer to how the artist herself engages with it: "The work itself is a movement that is back and forth, relating, moving, expanding, coming back, and so is my work in getting the work in the world."41
Conclusion
What are the information needs and sources of artists? There is no simple answer to this question. Iriformation-seeking is a cre ative process that begins and ends outside of the walls of any library. Those of us who work within the library world do not nec essarily have a complete understanding of the process for artists, or any other user group for that matter. It is difficult to measure these qualitative processes by quantitative measures. The only way we will gain the understanding we need in order to be truly user-centered rather than prescriptive is by talking to the artists themselves. It is my opinion that we constantly need to question our motivations and our assumptions about who our patrons are and what their needs are, and consciously choose our opinions and actions, in order to truly enact the values of the library and assist its users.
